Designing for others by Ricard, André
ESIGNING FOR OTHERS
ANDRE RICARD
Lately, much has been said in the media about design. It's a fact that
design is in vogue. Nevertheless, the type of design portrayed by the media
is misleading since what is shown is chosen for its ability to surprise rather
than for its actual quality. The audacity of the designer is more important
than his professional capacity. Often the work is produced on a personal
level —there is no client— and the production is limited —even just
prototypes— so that this type of work is not really in touch with the in-
dustrial reality of the country. Due to this, design is only seen as a means
of artistic expression, another channel in which to pour some artist's
creative talent. Obviously, creators like this exist but, apart from these
«dream designers», we cannot forget that design also exists as a profes-
sion dedicated to the improvement of the instruments used by a com-
munity. This is a very specific task which also enables the designer to ex-
press his creativity without, of course, forgetting to solve the practical
problem that he is faced with. This problem is usually alien to him, but
he must make it his and adequately solve it. This is what the present text
is about: how to plan designing for others.
INITIAL PURPOSE
At the beginning of a creative process —meaning any type of creativi-
ty, not only design— there is an initial purpose, a starting point that trig-
gers it off. This purpose is not part of the creative process, but it does
serve as a stimulus and guide.
In a work of art this starting point usually emerges spontaneously; it
is a fleeting vision, the way an artist imagines an idea that he will later
follow-up and define during the creative development. In this first phase,
creativity is only a premonition of a possible piece of work that lies within
our reach and will become more tangible during the process of creation.
Design springs from art, but is different because it is not only a means
of expressing the intimate concerns of the author but also seeks to solve
a practical problem which is usually shared by a wide social group. In other
words, a problem that will be solved by a product which is industrially
manufactured. This is the real field of design.
The decision for creating a given industrial product is taken by the com-
pany that will manufacture it. The company usually defines the initial pur-
pose, considering a potential gap that has been detected in the market.
This purpose can only be expressed as the desire, the wish to create a
certain product in a given sector. The project will evolve around this desire
until it materializes into a product that best fits the initial purpose.
The rol of the designer is decisive in the process of transforming an
abstract intention into the tangible reality of a product. This is true not
only when the use of the product depends on its shape —in the case of
utensils and other useful objects— but also when the shape visibly expresses
the hidden character of something that is not shown.
The task of the professional designer is to give shape to an object whose
nature has been suggested to him by those who promote the project.
In accepting the assignment, the designer assumes the initial purpose and
makes it his own, giving the object the optimum form so that it can meet
its finality, whether it be practical or merely expressive.
FROM INTENTIONS TO WORDS
In creative work produced on a personal level, whether it be art or
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not, both the intention and the actual carrying out of it are an inseparable
part of the creative process. The purpose that stimulates the process and
its materialization are linked in the mind of the person who is creating.
The communication between the idea and the fact of putting it into prac-
tice is established without the need for words; it is therefore clear and
inequivocal. On the other hand, when creative work is produced for others,
as in the case of industrial design, the purpose has to be transmitted by
means of words to the person who must carry it out. It is therefore
necessary to translate the objective perceived subtly by the mind into the
poorer and more metaphorical language of words.
In the case of many industrial products, part of this information refers
to codified data such as: the type of product, its volume, weight, price,
type of place where it will be sold. Millilitres, grams and pesetas have a
clear and definite meaning. Communication is therefore simple. It is harder,
however, when the terms are subjective. For example, how to express
the characteristic traits of the future user or his social status? Or how
to describe the quality or nature of a certain fragance? These are impor-
tant factors when creating for others!
There is no code that will unmistakeably relate the shapes and adjec-
tives used to describe the nature of a product. For this reason, we will
have to use words of equivalence taken from everyday language and use
them as points of reference based on conventional concepts and connota-
tions.
This indirect way of defining a project only describes it approximately.
The words that are mostly used —in spite of being apparently inequivocal
—are open to a variety of interpretations, and this is important in the
field of creativity. It is often the case that the same term will suggest dif-
ferent images depending on who says it and who hears it. There are various
ways of figuring out this intimate knowledge of what is required. All these
methods evolve around a constant redefinition of the initial purpose from
different angles.
Often words are insufficient and other «languages» are needed in order
to convey the concept of what is wanted. Anything can be a vehicle for Jlf
transmitting this information: feelings, colours, music... These various ways
of expressing the same idea will eventually make its main traits stand out.
As in the case of rocks —where constat erosion makes the more consis-
tent material appear on the surface— a constant redefinition of an abstract
purpose causes the lines of strength contained within it to emerge. Ob-
viously, the designer understands the academic meaning of the words that
are said to him. But this linguistic meaning is not enough and an equivalence
must be found in that other «language» of intimate knowledge. The words
he hears, the ¡mages that are forced on him must be translated into pure
knowledge that can be «felt» but which can only be seen in the physical
shape of the final design itself, which will define and solve the problem
at the same time.
The creator, in charge of carrying out the metamorphosis from an
abstract idea to the specific shape of an object, must be imbued with the
basal concept that moves the project. In himself he must generate a
guideline to which he will refer all the solutions he comes up with during
the creative process. We must add that even when he has fully understood
the semantic meaning of all this input, his translation to the language of
shapes still leaves a wide margin for interpretation which the designer will
use and which will finally be his most personal contribution to the final result.
CAPTURING THE ESSENTIAL
If the initial purpose of a product needs to be expressed in the diffuse
language of words, the final object that will accurately satisfy that pur-
pose will have to be expressed in the very specific language of form. This
movement or passage from one language to another is carried out during
the process of design. We cannot speak of translation since we are refer-
ring to the actual transformation of certain words into shapes.
Thus, it is easy to understand how important it is that the designer
understands exactly the very essence of the purpose that moves the pro-
ject he has been entrusted with before he can begin shaping it, bringing
it to «life».
In fact, this process can only begin when the creator has fully assumed
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the objective that must be reached. This will be the guide in the process
of design. During the creative process, words are not a good measure
for evaluating the ideas that are imagined. It is necessary to have a clear
general idea of what is wanted, some guideline capable of directing us to
the final solution.
After the designer has fully understood the objective that must be at-
tained, it is impossible to introduce changes rectifying the basic intentions,
no matter how small they are. The knowledge he has attained is so fragile
and unstable —like that of a medium in a state of trance, that the slightest
hesitation regarding the intentions can do away with this fragile percep-
tion. As in the case of any type of spiritual insight, the concept is struc-
tured around very sensible feelings and, as such, is absolutely fragile. The
slightest doubt can make it vanish, thus making it necessary to replan the
whole delicate operation of mental vertebration. This operation is always
unrewarding since it only lights up in the height of enthusiasm and is dif-
ficult to rekindle after the first attempt has failed. Here lies the impor-
tance of the fact that those promoting the project —usually an industry-
must be sure that the purpose they pursue is consistent before the designing
phase. It is not possible to introduce changes during this phase without
sacrificing a great number of ideas and much enthusiasm.
THE EXECUTIVE PHASE
At the beginning of the executive phase, the designer only has to have
a directing guideline in mind —with no solutions in sight— though he is
conscious of the fact that if he follows this general point of reference
he will come up with a solution. When he is clearly aware of what he
is after he can begin the search for solutions that he will compare to the
conceptual guideline, seeing how each alternative that he comes up with
responds and behaves according to what the concept requires. He must
detect what they contain that fits the objective pursued and, on the con-
trary, which ones must necessarily be rejected.
The first ideas that are analysed are far from being useful in themselves.
They are simple attempts of approaching and becoming familar with the
problem. Their interest lies not in the fact that they may be the final solu-
tion, but in what they reveal about the nature of what we are searching
for. It is convenient to avoid the consolidation of a strong idea at the begin-
ning of the creative process because this will limit investigation in perhaps
richer directions. We must start off with many ideas, even foolish ones;
the analytical process will do the job of casting away those that are not
pertinent.
Often, the most incongruous ideas have the ability of underlining, in
a passive way, the peculiarities of how what we are looking for SHOULD
NOT BE. The final form must be that which best adapts itself to the ob-
jective, after a systematic process of selection. The first occurrence is
not always the best. The forms that we start off with should not seek
to solve the problem. There is a progressive enrichment within the designing
process itself. Even the basic concept can be perfected when we discover
new aspects that were unknown to us during the initial phase.
Curiously, the constant and detailed study of the specific behaviour of
certain forms compared with the abstract guideline which is the objec-
tive pursued, not only defines the form but also makes the initial purpose
itself more perfect, evidencing possible planning errors. Thus, the initial
intention progressively emerges from the abstract area and translates into
a form that interprets it, expressing it in a tangible way which is unques-
tionable.
that are seen fleetingly in our mind and that are packed away somehwere
in our memory. Any starting point is valid since the important thing is not
so much what these forms «are like», but their ability to change into
something else during successive phases of metamorphosis that they will
undergo during the process. Their essential quality is that of provoking
a reaction when they are evaluated in relation to our internal guideline,
with that measuring unit which allows us to assesss the suitability of what
we successively imagine. Ideas are thus filtered as a result of the multiple
mutations produced by continuously comparing them with the objective's
demands.
Little by little, certain general or partial forms emerge that fit better
with the objective. Usually they are primary forms that can be expressed
in simple diagrams that only portray the main traits of what we diffusely
imagine. We feel that there is an interesting possibility in a given direc-
tion, even if we still haven't been able to figure it out exactly. At this point,
the outline of certain ¡mages begins to emerge, announcing a possible solu-
tion; elementary sketches which simply serve to describe and retain the
intention enclosed in each one of them.
With these vague initial sketches, a second phase of the designing pro-
cess begins. We have images that allow us to memorize the different pro-
mising ideas that we have come up with, and which we might otherwise
forget. From this moment onwards, a fast «dialogue» is established bet-
ween what we project with our hands and what our mind pursues.
Something is formally emerging before us. Having to express an idea
graphically entails that certain characteristics be described in more detail
than that required by the mental image. This is the first contact between
that which is imaginary and tangible reality. At this point, many imagined
ideas tend to fail because they cannot be transformed into real forms.
When an idea can be consolidated in the form of a drawing, this usually
means that it already possesses a certain degree of feasibility. It is obvious
that when something is visualized it says more about itself than when it
is imagined. Imagination hides certain details which must necessarily ap-
pear when representing something graphically or formally. The first ideas
are rough images, like a raw mineral from which we will eventually ex-
tract the pure metal of a form, after much complicated creative alchemy.
All in all, we already have material of our own which is tangible, genuinely
ours, which has proved that it fits —to a certain degree— with the men-
tal pattern that guides us. With this material we can work making the ex-
ternal world participate: our hands, our eyes, even other people. Up to
this point, everything has taken place inside our mind, inaccesible to ex-
terior contact. Suddenly we have an «object» that we can refer to. It is
easier for us to imagine a users reaction towards that form. To what ex-
tent it fulfils its purpose in relation to the initial objective. What connota-
tions it will have when it is inserted in the world of objects.
Now that we have different formal alternatives that seem to meet the
demands of the objective, we must develop each one of them —to the
limit of their possibilities— in order to discover the one that is nearest
to the ideal ¡mage that we were after. Now is when the ability of the
designer, his professional skill, comes into play in order to perfect every
alternative to the limit of its possibilities. Usually during this phase, cer-
tain details and finishing touches are added in order to enforce and underline
the desired character of the object. Seeing the possibilities offered by every
alternative, the designer chooses the one that best deserves to be elected
out of them all. It will probably be the one that intensely enfolds, con-
denses and projects the first intention that promoted the project; that
which the designer grasped and used as a guideline until he came up with
the final design.
IN SEARCH OF A SOLUTION
It is necessary to have abundant material to choose from. Many ideas
are merely tentative, a first look that will be useful so that other better
and more pertinent ones, that might otherwise have remained hidden, can
emerge. The source from which the first ideas spring is not important.
At this stage, even the most incredible images are useful since not many
of them will reach the final solution. They will only serve to trigger off
the process. Even residues of other creative processes can be used. Forms
/ fOTES FOR A HISTORY OF
NEWSPAPER DESIGN IN CATALONIA
JOSEP MARIA CASASUS
The design of newspapers, understood as a specific journalistic activi-
ty, which comprises the formal conception, the general presentation and
the overall construction of the newspaper, is wholly a professional speciality
of recent formation and expansion.
It is not until an advanced stage of the so-called historic phase of infor-
mative journalism —specifically, in cer comprises the formal conception,
the general presentation and the overall construction of the newspaper,
began to be treated in a special way, with pretexts sometimes aesthetic,
sometimes technical, at times with pretexts of efficacy and legibility.
In contrast to the progress of the more genuinely journalistic functions,
as are those proper to the editing of texts in general, the typical work
of the pager, the diagrammer, the layout man or the present-day designer
was not appreciated professionally until well into this century.
From the very beginning there had not even been a general recogni-
tion of this professional speciality. Those responsible for this type of work
were qualified graphic arts workers. The printing foreman was the authentic
historical predecessor of the designer of today.
It should be said that, as happens in any kind of historical evolution,
this is a phenomenon that has its origins in certain materialist, economic,
industrial, technical and, finally, social causes which are projected into pro-
fessional behaviour and into the creation of certain specific work functions.
In the case of newspaper design the decisive cause in the formation
of this professional activity was, as I see it, technology. The great innova-
tions incorporated into the production of newspapers from the decade
of the eighties of the last century had a decisive influence on the ger-
mination of an incipient first theory and a first practice of newspaper design,
in radically transforming the possibilities of formal treatment of originals
which had been based until that time on solutions deriving in main part
from the book.
The innovation of aesthetic or artistic criteria applied to the presenta-
tion of newspapers, which are to be found in some of the earliest theoretical
works on journalism, reveals in any case that the meanness and sterility
of a specific tradition in this field imposed the need to resort to concepts
borrowed from Architecture or Fine Arts, concepts which could be ap-
plied to Journalism through analogy or affinity.
CHARACTERISTICS OF PAGING IN THE EARLY DAYS OF MODERN
JOURNALISM
For almost the whole of the first phase of the historic stage of hegemony
of the so-called idealogical journalism (from the end of the eighteenth cen-
tury to the middle of the nineteenth or, depending on the country, the
beginnings of the twentieth), the graphic representation of newspapers
wasews very similar to that of books. This was so not only in what con-
cerned the more strictly typographic resources (families and types of let-
ters) and the paralinguistic resources (variations on those types, headings,
ornamental engravings etc) but also in the columning which made up the
printed surface of the pages.
Single column paging was a generalized constant in Catalan journalistic
graphic art from the first periodical publications edited in Catalonia of which
we have knowledge, such as the «Copia de les Noves d'Italià» (1557) and
the weekly «Gazeta» of Jaume Romeu (I64I), still in the prehistory of jour-
nalism, up to such publications characteristic of the second half of the
last century as «El Telégrafo» (1858) and «La Renaixensa» (1871), passing
by periodicals representative of the years of transition of the eighteenth
century, such as the «Gazeta de Barcelona» (1757-1772) and the «El Duende
Especulativo» (I76I-I772), the weekly paper of Juan Antonio Mercadal,
whom Rafael Tasis and Joan Torrent did not succeed in identifying but whom
Pedro Gomez Aparicio several years later revealed to be really the noted
Aragonese journalist Francisco Mariano Nifo (1719-1803), who used, among
others, this pseudonym.
It is true that throughout the whole of the ninetheenth century there
are records of experiments with visual representation in newspapers and
journals, some resorting to two or three columns, as is the early case
of the «Diario de Barcelona», converted in 1810 into «Diari del Gobern
de Cataluña y de Barcelona», in which the two column solution was adopted
to facilitate the inclusion of bilingual texts. But it was not until the inci-
pient incorporation of rotary presses, curved plates and linotypes in the
workshops of Graphic Arts that our newspapers began to have imposed
on them the custom of articulating and combining the columns of the pages
differently from the way this was done in books, above all as far as headlines
were concerned. Until the second half of the nineteenth century the division
of page into various columns separated by vertical lines answered to the
technical necessity of grouping lines and letters, something which made
it impossible to use headlines of more than one column. The technical
innovations then freed newspapers from this servitude.
The progressive introduction of the rotatory press and the linotype
into the newspaper industry from the nineties of the last century has con-
stituted until now the most important breakthrough in the historical evolu-
tion of the press, not only in its technical, economic and commercial aspects
but also from the point of view of newspaper models, editorial precep-
tives and professional theoretical thinking. As for Design, specifically, the
facilities offered by linotype and printing by rotary presses and curved plates
to give greater speed and accuracy and at the same time more flexibility
in the layout of composition material inside the chases influenced, direct-
ly or indirectly, the conventional conception of the graphic presentation
of journals and newspapers.
The arrival in Catalonia of copies of foreign newspapers produced with
the new printing machinery, designed differently from books and with con-
tents based on recent news events began to alter the routine planning which
then dominated the world of our press. Notions of speed and timing began
to find a place in theoretical thinking on journalism. The typographer
Ceferino Gorchs, in a tract published in 1905, proposed that editors of
newspapers and compositors should learn shorthand to speed up the ef-
fective inclusion of last minute news and, in fact, the preparation of the
newspaper itself.
In the middle of the nineteenth century, even though all the work of
composition was still done manually by the compositors, efforts were be-
ing made to reconcile the speed inherent in journalistic work with the
maintenance of three column paging, as was the case of «El Vapor» (1833),
«Lo Pare Arcàngel» (1841), «Un Tros de Paper» (1865), «Lo Noy de la mare»
(1866), «L'Embustero» (1866), «La Pubilla» (1867), «La Barretina» (1868),
«Lo Somaten» (1868), «La Campana de Gracia» (1870), «La Plassa de Sant
Jaume» (1871), «Lo Nunci» (1877)» and, above all, the first great newspaper
in Catalan, «Diari Català» (1879).
It was, however, not until the end of the century that there began to
be paging formulas that tried to lighten and personalize the morphology
of the newspaper by means of layouts of four and even six columns. The
innovation occurred principally in those newspapers which had been founded
earlier or were renewed within the new waves of informative journalism,
such as the «Diario Mercantil» (1887) and the new «La Vanguardia» of 1888.
now converted into an independent paper owned by the Godos and edited
by Modesto Sánchez Ortiz, who was to lay the foundations of the most
successful press business experience of the twentieth century in Catalonia
and Spain. It should be mentioned, nevertheless, that a couple of new papers
that stil held to the old genuine model of opinion, «El Correo Catalán»
(1876) and «La Veu de Catalunya» (1899), opted for four columns in the
former case and for six in the latter.
Finally, the new papers which appeared in the first third of our century
adopted page layouts which ranged from four to seven columns: four in
the case of «El Matí» (1929) and «L'Opinió» (I93I); five in the case of «La
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Nau» (1927) and «La Veu del Vespre» (1933); six in the case of «El Poble
Català» (1904) and «La Publicitat» (1922); and seven columns in the case
of «La Nau dels Esports» (1929) and «Última Hora» (1935).
THE FIRST THEORIES OF NEWSPAPER PRODUCTION
The ability to conceive of technological advances as a means of attain-
ing greater communicative efficacy, or simply as instruments of a very
relative aesthetic intention, is not restricted, however, to taking advan-
tage of the possibilities of altering the general physical aspect of the
newspaper, which the new systems of composition and printing facilitated
through what they did to column layout. Quite the opposite. Some owners
also tried during the last century to renovate printing methods and some
journalists worked out at the very turn of the century the first theories
of that specific variant of Graphic Design which is the production of
newspapers.
Within the confines of the Catalan lands there is a picturesque pioneering
contribution in the field of journalistic projects, which is the booklet by
Luís Galdo y López of Alicante, entitled «Sencillísimo Plan-Modelo para
la creación y publicación de periódicos democráticos en todas las capitales
de provincia» (1865); but it not until the appearance in Barcelona of the
book «El arte del periodista» by Rafael Mainar (1906), an Aragonese lawyer
who worked as a journalist in the Catalan capital, that a first body of pro-
fessional doctrine was systemized here in this discipline.
Mainar dedicated the whole of the fourth chapter of this manual to
the construction of newspapers, although in many other sections of the
work we can find commentaries related to this question, always presented
from a highly professional point of view which interlaced perfectly with
the criteria on the same matter upheld a few years before by Modesto
Sánchez Ortiz in his short work «El Periodismo» (1903); criteria which
differed substantially from the ideas on journalism propounded at the same
time by Teodor Baró in his speech of initiation into the Barcelona Royal
Academy of Letters (1902).
The theory of Rafael Mainar on this subject is based, in the first place,
on the explicit recognition of this new professional speciality and on the
evaluation of its decisive role in modern journalism, above all with regard
to the use of engravings and typography with aims of aesthetic efficiency.
The plastic tendency of Mainar is based on the positive evaluation of
the practical experience of the two most renowned Spanish newspaper
makers of the nineteenth century: Augusto Suárez de Figueroa (1852-1904)
for newspapers, and Luis Royo y Villanova (18 -1900) for illustrated
magazines. Suarez de Figueroa's most successful work in the field of
newspaper production was the graphic conception of the «Heraldo de
Madrid», based on a design that was cold, harmonic, uniform, sober and
rational, greyish and elegant, dominated by chiaoscures, a design that pro-
claimed to Spain the introduction of the model of classic informative-
interpretive newspaper in its Anglo-Saxon variety. This model, with the
slightest of modifications, is, moreover, the model that has been domi-
nant until now.
Rafael Mainar presented a complete plastic doctrine that relied on the
chiaroscure for the principal overall effect of the visual impact of the
newspape, an effect which, according to him, was achieved by the com-
bination of the use of different types of letter (he recommended the round
9, 8 and 7), a moderate dose of leading, especially of originals composed
with the 7, and an intelligent administration of illustrations, laid out asym-
metrically.
The technical resources which gave support to Mainar's modern jour-
nalistic design proposals were, thus, typography and engravings. As for types,
he prescribed the use of those which were clearest, those with large face,
the cleanest and most legible, and he proposed gettin rid, especially in titles,
of those which had been considered by primitive journalism as «prettier».
His modern approach as a theoretician of journalism also became apparent
when he alluded to the presence on newspapers of the professionals he called
«artistic editors»: the drawers or illustrators and the photographers. If we
analyse the staffs of today's Catalan newspapers, in which the specific weight
of these professionals ¡s still light and marginal, we can observe that many
papers still carry on anchored to criteria which Mainar, in his time, eighty
years ago, considered proper to a concept of newspaper design that he
described as «old-fashioned production».
Mainar naturally does not represent the totality of thinking on the sub-
ject of newspaper production in the Catalonia of the beginnings of this
century. Teodor Baró, who was later to become director of a «Diari de
Barcelona» that had already entered into a spiral of decline, is the represen-
tative of an intensely conservative professional ideological tendency which,
among other things, values the incorporation of illustrations —specifically
in the North American press— as a concession to sensationalism and to
the «market of curiosity and passions», which made the French press
«frivolous and obscene». Modesto Sánchez Ortiz, on the other hand, having
just finished his brilliant experience as the young director of the renewed
«La Vanguardia», also, supported, as a theoretician, a modern conception
of design which would contribute to the evaluation of the contents of
a newspaper by means of what he called «the hyperbole of space».
The positions represented by Mainar and Sanchez Ortiz, inspired by a
will to advance professionally in a manner that was lucid and imaginative,
but at the same time methodical and considered, materialized, although
very timidly, in the Catalan hemerographic panorama of the early years
of this century. Within the hegemony of design style exercised by the Anglo-
Saxon models, a stronger influence of the English style prevailed, based
more on order, proportion and balance than the Anglo-American. On the
other hand, the French style, then relying more on formulas which dared
to exploit the bait of the picture to the point of offering some solutions
close to what we now call infographism, did not influence until later. The
ideas of Mainar on the aesthetic effects and the legibility of the diversity
of types of letter had in «La Veu de Catalunya» of that time the most
perfected and most notable Catalan example.
NEWSPAPER HEADINGS AS A GENUINE MANIFESTATION OF
CATALAN JOURNALISTIC DESIGN
The functionalist criterion of Rafael Mainar concerning newpaper name
headings differed fundamentally from the tendency which had prevailed
in Catalonia from the very origins of modern journalism, that is, from
the first newspapers of Romanticism and the Renaixença (Catalan
renaissance). The author of the first tract on journalism in Barcelona in-
clined decidedly towards discreet, simplified headings, visible from a distance
but of elegant, serene proportions, with deep black impress, clear, without
ornaments and with clean lines; precisely the opposite of what had
dominated the market in the Catalan press since the beginnings of the
previous century.
It is unnecessary to point out that strictly typographic headings were
a hemerographic rarity. But even among the designed headings there was
an overwhelming abundance of the illustrated variety, and within this variety,
of the symbolic type, which in the Catalan case was characteristically
dominated by patriotic allegories and evocations. The eminent
hemerograph, Josep María Miquel i Verges, published in 1934 a whole work
based exclusively on a study of patriotic symbolism in the headings of
newspapers of the renaixença.
As Enric Satue has also observed in a recent publication, the Catalan
tradition in the design of headings for newspapers has left us with very
successful samples of the talent of certain professionals. Among good ex-
amples of designed headings we could mention the famous «Perdiu», which
the architect Lluis Domènech i Muntaner designed for «La Veu de
Catalunya» and which became a popular symbol of both the newspapers
and the party it represented; the letters evocative of the Middle Ages which
the same designer made for «El Poble Català»; and the highly elaborated
creations of Apelles Mestres for «La Campana de Gràcia», of Josep Lluis
Pellicer for «La Ilustrado Catalana» and of Felip Cusachs for «La Llumanera
de Nova York».
The first example of the genuinely Catalan tradition of symbolic headings
of a patriotic character occurs in the year 1843 with that of «Lo Ver-
dader Català», the predecessor of all the Catalanist press, and this gives
rise to an exalted succession, all highly picturesque, in the headings of «La
Barretina» (1868), «Lo Gay Saber» (1868), «Lo Somatent» (1868), «La Liar»
(1876), «Lo Pregoner» (1878), «Diari Català» (1879), «La Veu de Mont-
serrat» (1880), «Lo Regionalista» (1895) and «Lo Pensament Català» (1900).
Thus examples of restraint are rare, such as the heading of «La Gramalla»
(1870), drawn by Lluis Tomàs, the future introducer of phogravure to
Barcelone, who would call himself Lluis Thomas when he founded his famous
workshop; and there are also exceptional examples of humorous allegories,
like that devised by Tomàs Padró as a heading for the weekly «Lo Noy
de la mare» (1866).
The newspaper logotypes that appeared in the first great flowering of
modern journalism, in the decade of the thirties of this century, are
representative of the tendency of typographic design of the time. Styliz-
ed geometric forms prevail, bound at the same time to certain cubist
caprices and to the inevitable influence of the German typographic revolu-
tion based on a purist and lineal composition. A heading typical of Catalan
tastes of the time is that of the magazine «Imatges», strongly inspired by
the French «Vu» whose art director was the Russian Alexander Liberman
«Imatges» was a representative publication not only because of its logotype
and plastic display, the work of Francesc Fontanals, but also because of the
style of its contents, bold, novel and worldy, and the snobbish spirit that
animated it. Both its director, the unfortunate Josep María Planes, and other
contributors such as the reporter Irene Polo i Roig —specializing, like Planes,
in the new investigatory journalism and sensational interviews which were
changing the journalistic genres of the time— gave the magazine a modern
tone which went perfectly with its graphic solutions.
The journalistic headings of those last years of the dictatorship of Primo
de Rivera and the short period of the republican Generalitat show, however,
formal traits which clearly announce the tendency towards a certain in-
tentionally, a certain cultural complicity, a clarity of visual language, all
of which become more manifest in the later more successful creations
of recent times, after the enormous cut-off with the civil war: the heading
of «Tele/Exprés» by Josep Pla Narbona, after an idea of Josep Pernau; that
of «Avui» by Josep María Vallbona; and that of the new «Diari de Barcelona»
by Enric Satue.
Note should be also be made of the decisive participation of great il-
lustrators, drawers and caricaturists in journalistic design in the new cen-
tury. It must be admitted that, at least in the magazine field, the power
of these professionals was conclusive. Their influence is evident in the
premeditated sobriety and balance of tones that impregnated the publica-
tions of that period with a classical flavour and a certain Mediterranean
iconography, hieratic and clear.
SOME CHARACTERISTIC FEATURES OF THEORY AND PRACTICE
IN CATALAN JOURNALISTIC DESIGN
If we look through all the meagre Catalan theoretical writing on jour-
nalism that includes reflections, almost always marginal, on newspaper design
we detect a constant line of thought clearly subordinated to more strict-
ly aesthetic considerations.
The newspaper belonging to the phase of ideological journalism in the
history of the modern press is conceived of as propaganda tool, as weapon
of economic power, as a political instrument, as a representative manifesta-
tion of the culture of the dominant social class. The magazines and
newspapers aim for an air of prestige and quality which enables them to
offer an external sign of cultural superiority to the ascending bourgeoisie.
The combinations of illustration and text in the publications of the nine-
teenth century are based on a strictly aesthetic concept of graphic com-
munication.
In Catalonia, perhaps because of the specific weight the plastic arts have
had in the forming of the identity of the national culture, this purely ar-
tistic conception of the appearance of newspapers and magazines has always
dominated professional journalistic thinking. Josep Maria Miquel i Verges
wrote in 1937 that, right from its beginnings, Catalan journalism had always
had a preference for the presentation and form of newspapers and
magazines. According to him, «the typographic aspect and the illustration
perwere superior to the text».
In the first early tracts written in Catalonia that incorporate, very in-
cidentally, ideas about journalism, we find precisely the doctrinal germ of
this professional attitude. Doctor Miguel Garcia, professor of Rhetoric
in the Establecimiento de Lenguas Extranjeras y Bellas Letras in Barcelona,
wrote in I8I7 that the editorial prologue must show a harmonious and
well-proportioned morphological arrangement: «there can be nothing so
absurd as to erect a sumptuous portal before a meagre edifice; a giant's
head set on a pigmy is a monstrosity and the prologue is the head of the
oration».
The thinking of Doctor Garcia concerning the external structure of
the editorial text anticipated, in certain measure, the future proliferation
in Catalan professional language of recourse to architectural metaphors
applied to theorizing about journalistic design.
In the first tract on journalism in Catalan of which we have knowledge,
the booklet entitled «Com és fet un diari» («How a newspaper is made»),
by Josep Morató i grau, we find comparative solutions of this type. «The
paging of a newspaper,» says Morató i Grau, «is of crucial importance.
Identical material will give, depending on the paging, completely different
results to what is in the interest of the newspaper. On knowing how to
place the headlines so that, instead of harming each other, they gain mutual-
ly; on understanding when they can be lined up uniformly at the top of
a page or interpolated with the tops of the composition columns; on
possessing the instinct of balance between the masses of text, which are
like the walls of a building, and the headlines or sub-heads, which are becom-
ing the great decorative motives —on all these depends the greater or
lesser attraction of the newspaper for the mass of readers».
In this text of Morató we find a first theory of Catalan newspaper design
guide by objectives of efficacy («the attraction of the newspaper for the
mass of readers»), and inspired in architectural criteria such as «the in-
stinct of balance between the masses of text», which compares them to
the walls of buildings, and the «ornamental» function of the various elements
of the headlining. Morató inclined, however, towards a sober and austere
treatment of such «architectural» resources within a certain noucentista
tendency which, in the field of journalism, linked up with the formulas
of uniformity, balance and severe elegance of the informative-interpretative
Anglo-Saxon model of newspaper. It rejected extremes when it defined TJQ
its ideal newspaper design. «In the layout», it said, «one must avoid both
useless incumbrances and spiritless austerity»... «There are newspapers
which, eager to make their contents sensational, appear with complicated
headlines for all the news and articles». According to him this type of
newspaper «leads to labyrinths in which the abundance of fragmentary
decoration tires and enervates».
Proof of the schoolishness which, I feel, is characteristic of Morato's
ideas on journalistic design is, on the one hand, the distant antecedent
of Doctor Garcia (the necessary proportionality between «portal and
building»), the not so distant antecedent of Sánchez Ortiz (newspaper design
as «hyperbole of space»), and the continuity into one of the finest masters
of paging of the generation of 36, the journalist Manuel Ibañez Escofet.
The latter, in the Escola de Periodisme de l'Església in Barcelona, and in
the living schools of the papers «El Correo Catalán», «Tele/Exprés» and
finally «La Vanguardia», has explained that the page must be treated like
a «large edifice» formed of a solid base (the units at the foot of the page),
a number of columns (the most important text and the editorial units placed
in the belly of the page) and a roof or frontispiece (the units that head
the page and the corresponding headlines which should be of a bigger face
than those in other parts of the page).
The visualist ideas of symmetries and proportions, which represent
the matter of layout the thinking of Morató and Ibañez Escofet within
tha aesthetic tradition of rationalist roots which came down to us from
Miguel Garcia, Modesto Sánchez Ortiz and Rafael Mainar, have ruled in
Catalonia, in this field, until practically our own days, although there were
already exceptional experiments in the inter-war period.
One of such successful individual experiments is that of Victor Hur-
tado in the magazine «Mirador» (I929-I938). Hurtado, a professional who
was highly regarded in his day as a diagrammer of periodical publications,
knew how to give to the plastic representations of the weekly the agile
layout of the dailies.
Other interesting experiments, above all because of their innovatory
content, were a number of journalistic iniciatives of Joan Salvat-Papasseit
like «Un enemic del poble» (1917) and «Arc Voltaic» (1918). where he tried
out avant-garde solutions of journalistic design and alternative formulas,
such as the deliberate utilization of different types of letter.
In this same line mention should be made of the newspaper (it failed
to get past the project stage) which Joaquim Folguera intended to make
in 1916 with Josep Vicenç Foix: a «European newspaper, in Catalan, free
in the exposition of ideas but in that of information severely controlled».
As far as the design was concerned, this innovatory paper of Foix-Folguera
had to get rid of «the bad printing type chosen by the directors», «the
absurd composition of the headlines», the funerary notices in the manner
of «La Veu de Catalunya» framed with pre-Rafaelite and Ruskinian twirls».
Finally, for an unusual and rebellious professional performance in the
Catalan newspapers of the immediate pre-war years, it is necessary to
emphasize the surprisingly fleeting passage through Barcelona of the almost
legendary Josep Escuder, a brilliant journalist who introduced modern
methods into the composition of our newspapers, at that time still an-
chored to primitive, voluntary systems of work. Escuder, a Catalan who
worked in New York on a cinema publication in Castillian for all the
American continent, arrived in Barcelona in October 1935, contracted
as chief editor of «Ultima Hora», an evening paper close to Esquerra
Republicana de Catalunya, directed by Josep María Massip. Before a year
was out Escuder returned to America, but his professional example had
taken effect. «Sempronio» (Andreu Avel·lí Artís), among others, confess-
ed to being a disciple of his. Escuder's highly professionalized manner and
his rigorous working methods, impressed the journalistic world of the time.
In that period the design of newspaper was still carried out by the pagers
or compositors on the printing plates. Escuder introduced printer's dum-
mies, which he prepared on a drawing board situated next to his work
table. A Basque artist, Arteche, carried out the design instructions given
to him by Escuder. His functions, however, also extended to the style of
headlines, which wiekhim became incisive and deliberate. The civil war
blocked, among other things, the path opened by the «Última Hora» of
Escuder and Massip.
In the field of the strict concept of newspaper design the criteria of
Mf) Josep Escuder supposed an alternative of functionalist and instrumental
inspiration, proper to certain solutions in popular Anglo-Saxon journalism,
as opposed to the artificially aestheticist line, not always successful within
its limitations, that predominated among the Catalan pagers and diagram-
mers. After the civil war it would be necessary to wait until the appearance
of «Tele/Exprés», directed precisely by «Sempronio», to meet again
manifestations of that behaviour which Escuder had imported in the thirties.
The new Catalan school of young journalists who have shown interest
in newspaper design as a decisive aspect of the communicative function
(Carlos Pérez de Rozas, Antoni Cases, Xavier Roig and Xavier Batalla among
others) has set out from an initial attention to order and clarity and, at
the same time, to visual attraction, learned from the live classes of Ibañez
Escofet, «Sempronio» and Josep Pernau; but above all the school has delved
deeply into the application of an overall conception of design that tries
to take the maximum advantage of the most advanced services offered
by the new technologies, making possible at the same time the aesthetic
elements and the factors of service to the reader which demand that
preference be given to the aspects of legibility and communicability of the
plastic representation of the journalistic messages. In a parallel vein, from
the professional field of graphic design, there have been important con-
tributions like those of Enric Satué, which merge fluidly with the new
streams of thought in the journalistic profession. One characteristic of
our journalistic design is its natural vinculation to external tendencies in
the field, a vinculation which has become inevitable since the machinery
and technology of the press has tended progressively towards a uniformi-
ty imposed by the demands of a highly specialized industry with elevated
costs. The present collaboration of Milton Glaser and Walter Bernard with
«Ua Vanguardia» revives a Catalan tradition of international contacts in this
area, which, in the specific field of journalism, has a near and notable antece-
dent in the «Destino», redesigned in 1956 by the German Erwin Bechtold.
At the beginning of this article I placed emphasis on the influence which
technological advances and changes exert on the design of newspapers.
The deep transformation of the formal presentation of the press at the
end of the last century and, in some places, at the beginnings of the pre-
sent century, is due, as I have said above, to the conjunction at a historic
moment of diverse technical innovations: rotary presses and curved plates,
the linotype, telegraphy. Now, a hundred years later, there has occurred
a new historic confluence of decisive technological changes which obliges
us to think that we are present at a crucial turning point in the evolution
of the press. Cold composition together with the computerization of
editing, screen paging and the perfecting of offset colour printing have
renewed interest of newspapers in design, above all for the capacity for
precision which computer systems offer to the press, the possibilities they
open in the field of infographism and the substantial improvement in the
quality of printing.
There is no doubt that we are on the threshold of a new stage in the
history of journalism, characterized, in my opinion, by the growth of social
and welfare journalism and by the form of certain new models of newspaper.
In the same way that the rotary, the curved plates and the linotype paved
the way for an incipient diagramming, offset colour and computerized
graphics are now making possible and stimulating the conception of
hemerographic prototypes totally different from those we have known
up to now.
